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An oft-cited instance of unsuccessful generic transfer in the prehistory 
-
, 
he translates  [comedy] as  [satire], and  [tragedy] 
as madh [panegyric] (Habib, 2005, pp. 197-201). Jorge Luis Borges, in 
his short story , recounts this moment of misreading as 
so congenial to the humanists of the European Renaissance, still found 
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 (Bukharin, 1977, p. 213).
-
-
principle that informed the massive recirculation of artistic modes, genres, 
and forms in the Soviet sphere during the early Stalin period.1
-
ry moment but articulated from a material, organizational standpoint in the 
and sometimes centralized the process of cross-cultural literary exchange.
-
not only as cosmopolitan individuals but as representatives of nations or 
nationalities.2
formulation (Clark and Dobrenko, 2007, p. 62). Since the end of the Soviet 
peripheral and central actors constructed distinct Soviet nationalities.3 The 
1  20-25.
2
 5. There is no other 
3
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artistic establishment to the many Soviet nationalities, and the process by 
architectural historian Greg Castillo (Castillo, 1997, p. 108).4
-
and novels that they informed (and had been informing, in many cases, 
since the Russian Imperial period).5 Further, they assume that a single, 
 neoclassical matrix organized Soviet artistic production. In fact, 
-
Anatolia and the Caucasus across the Iranian Plateau to South and Central 
Asia (Karimi-Hakkak, 1995; Jazayery, 1973; Jazayery, 1981; Ahmadi, 
2008; Khalid, 1998; Ertürk, 2011).6
To overlook this claim is to place excessive emphasis on the divisive 
-
-
congresses of the period immediately preceding the purges established the 
-
Soviet states have cast over the Soviet national arts of the 1930s. Although 
4 See also Levin, 1980; During, 2005.
5 For a critique, see Igmen, 2012, pp. 98-119.
6
 It is in 
the second sense that I use it (Hodgson, 1974, p. 294 ).
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-
mechanisms of this cosmopolitanism, transposition from non-European to 
examines the transformation of one genre, tragedy, in theatrical adaptations 
for the possibilities of inter-canonical transfer in multiple dimensions: the 
painted scenery, the music, and acting styles. Because of the limited docu-
, by Abdusalom 
Discussion of the 1928-1940 Uzbek musical-turned-opera , 
-
, by 
in the Stalinist spectacle of heroic suffering. By attempting to distinguish 
those aesthetic elements that are vernacular or idiosyncratic from those that 
to demonstrate the generic range that Soviet national artists achieved under 
conditions of unpredictable state violence. The alternate neoclassicism of 
tragic, capable of addressing a heterogeneous Soviet public.
 
-
 – that is, the many 
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7
documented sixth-seventh century Sassanid Persian king and queen. In 
the tenth century epic 
 
[a long-form 




Classical Persianate poetic response, imitation, and discourses of ori-
9 Recent scholarly discussions of 
 form 
have hinged on the practice of  [khamsa -
Meisami, 1987, pp. 77-236; Bürgel, 1988). Many of the most famous imi-
to the Persian tradition from its periphery, such as the thirteenth-fourteenth-
7 Key studies of the theme include Orsatti, 1996, 2003, 2006; Moayyad, 1999; Burrill, 1974; 
Souchek, 1974; Aliev, 1960.
8
original text, see , 1366.
9 For prose romance, see Rubanovich, 1998; for epic, see Yamamoto, 2003.
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in disguise) as a more appropriate model of the suffering mystical lover 
(Sharma, 2005, pp. 54-55).
The poems of the Khamsa
one book of a Chaghatay Turkish Khamsa
-
linguistic dimension is added to the imitation/reply (Burrill, 1974, p. 56; 
important subtext for the Soviet period).
At this stage, a third dimension must be added: transposition, the trans-
in miniatures illustrating the story, but the adaptations that concern us here 
are from poetic romance to staged drama. The leap is not so far as might 
romances of the Khamsa
long dialogues, monologues, and set pieces. Before the Soviet period, 
 score. 
.
Caryl Emerson provides a theory of transposition in her study of the 
Boris Godunov story in the nineteenth century. Transposition, Emerson 




pressed in favour of a single, totalized narrative (Bullock, 2006, p. 97). It 
genuine diversity of representations of the story, representations that are not 
into the theatre, its translation into national languages, and its approach to 
imitation according to Soviet aesthetics and ethics. Rather than examine the 




sense of a shared culture. 
imagined transnational, transtemporal republic of letters.
the -
identity.11
(Slezkine, 1994, p. 446).12
important role in the rhetoric of the 1930s, particularly at events such as 
their republics.
is visible in the recasting of these medieval . In the 1930s, several 
-
tic movement Rustaveli, the Georgian national poet, and the Persian poets 
13
-




Tolz, 2011, pp. 152-153.
13
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2011). Although her account focuses on Europe, the discourse that she 
-
tion of the USSR
did return to acceptability in the later 1930s, but in the same years, the 
Brandenburger, 2006; Martin, 2001). If Goethe provided the clearest source 
made that tradition the non-European literature . Thus, the 
-
recently displaced the classical anthological genre of , Tursunzoda 
a s meter, producing an impression of staged . For one 
characters sing 
 (of Shiraz).14 Compared 
, 
made the breadth of that tradition accessible to illiterate or semi-literate 
the ghazals and parts of the  from the renditions of singers and 
a s dense masterpiece.
14
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On the level of  [political consciousness], a desideratum of 
socialist realism, there is little to mark this problem play as an appropriately 
refrain of m
& Tursunzoda, 1965, pp. 36-37).
A rebellion against the king provides another moment of dialogic ambi-
, p. 26). In more conventional 
plays of the 1930s, this might have been the central action; popular rebel-
passes quickly, and the plot returns to the multinational romance of its royal 
protagonists, surrounded by famous exemplars of courtly skills: Farhod 
the builder, Šopur the painter, Borbat the bard, and Buzurgummed the 
 
Brandenburger, 2006).15
post-historical apotheosis. Tursunzoda makes this claim more explicit in a 
1941 poem, . There, the Mongol invasion disrupts a 





15 As for instance 
2011, pp. 318-323).
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(Tursunzoda, 1971, p. 51)
s Farhod va Širin
, an Uzbek 
and directors. In its initial form, it had premiered in Tashkent in 1928, 
Chaghatay Gurungi, a literary circle 
interested in classical Chaghatay Turkish literature that had been forcibly 
Russian language and learned contemporary theatrical techniques from 
-
in 1930, the play left the stage under harsh criticism. When it returned 
Khuršid but not -
illustrates the complexities of multinational collaboration.
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Over the course of the 1930s, Soviet Russian composers contributed to 
arranging vernacular and non-Western classical music for orchestral, choral, 
and operatic performance. The Uzbek  is a clear example of 
this process, and music historian Marina Frolova-Walker recounts its musi-
musical adaptations in his 1927 transcription of the central Transoxanian 
musical canon, the 
16
realist arts (Yekelchyk, 2000, p. 600; Adams, 2005, pp. 351-353; Frolova-
in each Soviet republic (Bullock, 2006, pp. 83-85). Further, transposition to 
literary heritage. This may be explained in part by the distinct history of 
In Soviet Russia and in the national republics, the stakes for establishing an 
Russian or Soviet valuation of these forms, Laura Adams has highlighted 
their hegemonic importance in Soviet and post-Soviet Uzbekistan in connec-
16
ethnomusicologists.
Soviet National Theatre and the Reforging of Farhad 251
 to the stage. 
17 While the 
plot remained the same in the 1937 version, the Chaghatay text disappea-
further, into imitation and Chaghatay-Uzbek translation.
The Uzbek productions also all emphasize the folkloric lineage of the 
â) legend, beloved 
by all the peoples of the Orient,” according to 1937 promotional mate-
renditions, but they are given no precedence over renditions in folklore: 
, p. 8). This is a remarkably frank 
-




 also premiered, 
adapted from another Khamsa z
18 For further discussion, see Miller, 1990.
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, the plot is framed throughout by the narration and singing of a 
i
of Uzbek everyday life ( -
 in Russia and Central Asia, such 
) or 
 Husainov criticized -
telephone game that transmitted artistic campaigns and terms of criticism 
-
tion for arts policy even blurrier for the non-Russian arts (Yekelchyk, 2000, 
for the state. This horizontal vision of the artist as a naive mouthpiece for the 
is plentiful orientalist discourse in the version of  produced for the 
-
tion. In one Uzbek aria, Farhad addresses the breeze:
Morning breeze, traveling, take my greeting along the path to my beloved, 
From my distressed mind, take a petition to my dear.
The breeze in question, the , is a messenger in classical Arabic 
and Persian lyrics. The Russian translation performed for the  in 
Morning breeze, gentle breeze, you rush to my beloved 
Carry along, o heart, the thrill of a heart full of love 
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Listeners are carried out of Persianate conventions into a pastiche of 
Pushkinian imperial reverie. In other instances, orientalist discourse is 
eager to add Širin to his large harem by force. The characterization of the 
feature of pro-Turkic Jadid rhetoric that played an important role in the 
Thus, the non-Persian Širin and her mother Mahin-Bonu, unlike 
Uzbek theatrical Farhod performs labours, they are never in submission to 
Uzbek version the least confusing of the three from the standpoint of Soviet 
aesthetic philosophers and literary scholars of the 1930s had developed for 
the problem of tragedy under socialism. If tragic transcendence through 
19 Scholar of 
-







 occupies a middle ground 
1941 musical  into a theatrical tradition that had already 
produced one operatic adaptation of the same story, in classical  
-
builder Färhad is blessed by both her mother, Queen Mahin Banu and 
that establish physical labour as a folk value: sänät [craft/industry],  
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ärhad a s 
of architecture and painting, but Šapur presents an alternate vision of craft. 
provides a despotic foil for the ideal kingdom (in 1941, presented contem-
-
Stalinist discourses, from the cult of sincerity and mania for unmasking 
to the belief that technical norms can be exceeded by enthusiasm. As he 
, p. 197).
based on the misapprehension that Širin is dead, is in fact the only appro-
 – to achieve 
representation of labour and the state, thus, takes an uncomfortable turn 
impossible design for a mountain tunnel. The painful echo of 1930s infra-
-
apparently subversive subtext becomes ideologically legible. Several recent 
studies have noted the prominence of the suffering body as a spectacle in 
the Soviet arts.21 Katerina Clark, in , highlights the cen-
not only in the preparatory or liminal phase of the rite [of passage] but 
also in the moment of passage itself” (Clark, 1981, p. 178). The exemplar 
of dutiful self-annihilation in socialist realist literature is Pavel Korchagin, 
the hero of 
21
Hellebust, 2003; Kaganovsky, 2008.
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-
cursive expression) produces a mangled or mutilated (male) body as often as 
it produces the hyperbolically healthy and strong Stalinist man.
(Kaganovsky, 2008, pp. 21-22)
of martyrdom perform an operation on the audience that is most familiar 
). This connection becomes 
of literature and theatre and the gestural language of painting as part of 
-
tic of the Orthodox icon for profane instruction. Recent scholarship has 
could not in essence be logically explained or even really seen—agony, 
fear, conviction, loss [...] to spur an empathetic pang” (Bird, Heuer, , 
2011, p. 10).22
, theatre.
Soviet (and particularly socialist realist) images of suffering, then, 
-
model for the contemplation of suffering: the Shi‘ite rituals surrounding 
 in general, and ta‘ziya theatre in particular.23 These occur as part of 
-
son Hussein at Karbala on the orders of the caliph.  plays, performed 
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from and surrounding this passion through symbolic tableaus, surrounded 
by other semi-theatrical  events: parades, recitations, and rituals of 
ta‘ziya is far from Aristotelian mimesis: the director 
-
ring little or no costume, visibly read their lines. These gestures avoid the 
-
ta‘ziya induces in its audience, and the avant-garde 
for agitational theatre.
The idea that  and ta‘ziya contained revolutionary potentialities 
the young Bolshevik party attempted to adapt the symbolism of the Shi‘ite 
the assassination of the Baku Union leader Khanlar Säfäräliev in 1907, the 
 commemorations, 
 rituals seem to have continued, much 
and pre-performance explanations, must have been in direct competition 
ta‘ziya. 
-
tice. Hamid Dabashi has argued that ta‘ziya is not structured to produce 
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(Dabashi, 2005, p. 95). Soviet aesthetic and dramatic theory of the 1930s 
1939 volume of the  only mentions catharsis 
tragic theory in bourgeois aesthetics” (Kozina, 1939, pp. 371-372). In the 
ta‘ziya 
( , pp. 369-370).
In some respects, this reading of the Farh
 and ta‘ziya




their source material (
generic indeterminacy. Certainly, all are historical epics, all remain courtly 
romances, but on the stage, do they become tragedies? If classical Islamic 
scholastics had trouble translating the concept, so did Soviet aesthetic theo-
and transformation” (Adams, 2005, p. 351). In doing so she highlights an 
opposition – form/content – 
24 People in the Central Asian cities and countryside did have many other theatrical and 
 117-134.
25 For a recent similar attempt in Persianate cinema, see the shared vocabulary of Abbas 
ta‘ziya  (Jaggi, 
2009).
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-
-
cured. If forms and genres have internal logical rules that shape the content 
that they are capable of conveying, in a Bakhtinian sense, the form or genre 
. 




duced at the centre and give priority to the versions of the play performed 
-
a variety of other Soviet audiences across multiple republics, could have 
been understood as a radical recoding of a familiar system of signs.26 If, 
then, Stalinist theatre and opera is intended as a perfect instantiation of 
-
lation, then the totality of a play, its symbolisms and affective mysteries, is 
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Abstract
Formal studies of the arts in the Soviet national republics have focused on the 
unidirectional transfer of genres and forms from the Russian centre to the national 
-
tan genres altered the imported forms in translation, by examining three Stalin-
s 
-
: translation, Soviet nationalities, tragedy, theatre, 
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Résumé
Romance, passion, tragédie optimiste : le théâtre national soviétique et la refonte 
de Farhad
Les études formelles des arts dans les républiques nationales soviétiques ont mis 
nationales. Cet article explore la façon dont les genres cosmopolites vernaculaires 
ek, et azéri, tous adaptés du 
même roman persan. La tactique des librettistes dans la transposition des s 
le genre tragique. Leurs suppositions esthétiques communes suggèrent une vision 
: traduction, nationalités soviétiques, tragédie, théâtre, , 
: 
